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Introduction
The focus of this article will be on contemporary music from the first decade of the present century. However, I would like to begin by providing a more general context to this discussion by looking at a pop song from the 1960s. In his book Studying Popular Music, Richard Middleton analyses Procol Harum's 1967 hit 'A Whiter Shade of Pale' in relation to the emerging countercultural movement of the late 1960s, examining in particular how certain pop groups at that time, such as the Beatles,
Cream and Pink Floyd, were increasingly drawing from a range of styles which lay beyond the pop domain in their songs. 1 Such heterogeneous influences included classical instrumentation and arrangement, avant-garde and experimental use of collage and juxtaposition, electronic manipulation and transformation of sounds, extended improvisation, and so on (see Middleton, 1990, pp. 28-9; Covach, 1997, p. 3 ).
Yet 'A Whiter Shade of Pale' offers a different take on the so-called 'progressive' rock style. Unlike previous tracks used by Middleton (Gillett, 1983, p. 394) . 2 While John Covach sees these traits as forming part of the song's 'stylistic eclecticism' (Covach, 1997, p. 26 
),
Middleton's analysis in fact revolves around the notion of 'how … such a fusion [can] take place' (Middleton, 1990, p. 30) . In short, he asks: what is it that allows Baroque, Rock and its various subgenres to fit together in this way? Middleton concludes that 'between [these] two codes … there are differences but also a relatively high syntactic correlation' (Middleton, 1990, p. 31 ) which enables such codal connections to take place. One could describe such familial relationships as 'resemblances', to borrow a term used by sociologist George Lipsitz in a somewhat different context (Lipsitz, 1987 ). Lipsitz applied the term 'families of resemblance' (taken from anthropologist Michael M. J. Fisher) in relation to cultural borrowing and appropriation; this article makes a further case for its application to practices relating to musical quotation in contemporary art music.
The aesthetic dichotomy presented in Middleton's (albeit brief) survey of late 1960s progressive rock can be reduced to the following question: does stylistic appropriation in a work serve to create a sense of unity or disunity, continuity or fragmentation, or do such methods result in a kind of halfway house-an in-between state-where the text seemingly announces its own independence despite its (inter)dependence on a whole host of other intertexts? As seen from the above example, popular music was implicitly addressing such aesthetic concerns during the 1960s, but of arguably more significance was that these issues were being reflected in other areas around the same time. The journey taken by avant-garde composers such as Luciano Berio, Mauricio Kagel and Karlheinz Stockhausen towards quotation is by now a well-trodden one in many musical-historical accounts of this period: Berio most notably in the third movement of his Sinfonia (1968) for orchestra, Stockhausen in electronic works such as Telemusik (1966) and Hymnen (1966-67) , and Kagel in his Ludwig van (1969) , for various instruments (see Griffiths, 2010, pp. 167-89; Heile, 2006, 105-138; Osmond-Smith, 1985) . These compositions are often described as examples of 'musical collage' (or, in Kagel's own word, 'metacollage'), which is defined by David Metzer as 'compositions that amass disparate elements, including quotations of earlier pieces, into thick, heterogeneous textures' (Metzer, 2003, p. 108 ' and '[creating] links' between past and present. However, such techniques of textual stratification and superposition could not conceal the surface impression of a kind of Tower of Babel 'cacophony' of babbling voices that were often projected by such works. As Metzer points out, ' [the] incessant combining of past and present … often appears as if it has spun out of control, the "proliferating" connections taking on a life of their own' (Metzer, 2003, p. 130) . To use an analogy from Schenkerian analysis, foreground activities in such works merely masked hidden unities on the background level. In the collage works of Berio and Stockhausen, then, a final reassurance through some form of resolution is offered, even though it is never directly 'spelled out'. This strand of contemporary music from the late 1960s that used quoted material was thus based on a kind of 'polystylistic' pluralism: the employment of a wide and eclectic range of quotations from all manner of musical styles and periods.
Part of its effect has been related to the notion of 'parody' in contemporary music. For example, Linda Hutcheon cites Peter Maxwell Davies's Antechrist as a suitable example of parody in twentieth-century music: its opening quotes from the thirteenthcentury motet 'Deo Confitemini Domino' before, as Hutcheon puts it, being 'broken down and superimposed on related plainsong fragments-which the new context turns ironically inside out' (Hutcheon, 1985, p. 15) . Whether intended as parody, irony or homage, polystylistic quotation continued into the 1970s and 80s, and ranged from Alfred Schnittke 's String Quartet No. 3 (1983) , which opens with quotes from a [in writing this piece] I hoped to create … a dialogue [and] in this dialogue I did not so much want to proceed from the aesthetic differences in culture and harmonic language between the 18 th and 21 st centuries, but rather from their similarities which, incidentally, are much more fascinating. (Auerbach, 2012) Therefore the idea of establishing a common set of stylistic features-of families of resemblance-between the precursor text and the new work, forms part of Auerbach's intentions, with the aim of blurring distinctions that exist between the two. Such 'blurring' is further reflected in some of the composer's verbal indications provided in the score, such as the direction in the vibraphone part that 'the harmonies should not sound clean, but rather distorted, layers upon layers, clouded like forgotten memories' (Auerbach, 2008, p. 4) . Critic Joshua Kosman also noticed such textual ambiguities when he referred to the 'ghostly, blurring memories of the [Pergolesi] source' (Kosman, 2010 Indeed, Lawrence Kramer's use of 'the uncanny' in music, which draws on Sigmund
Freud to describe forms of quotation in postmodern music, seems especially appropriate and will be discussed in more detail later (Kramer 2002, pp. 258-88 ; see also Kramer, 1990, pp. 203-9) . Auerbach sets up 'a dialogue across time' where her own musical language (and by extension the language of late twentieth and early twenty-first century art music as symbolised by her music) is connected to Baroque patterns and processes in general and Pergolesi's appropriation of them in particular.
This notion of 'dialogue' has featured in various writings on intertextuality, especially Mikhail Bakhtin and Julia Kristeva, and it is worth considering how their theories relate to forms of musical quotation, which also set up 'dialogues' of various kinds.
Bakhtin's thoughts on the dialogic nature of language are presented in his The Dialogic Imagination and in Kristeva's essay 'Word, Dialogue and Novel'. Bakhtin was one of the first to draw upon the notion of dialogue and dialogic expression. In his essay 'Epic and Novel', he contrasts the epic narrative with the novel, arguing that the former displays the presence of a singular, unquestionable authorial voice while the latter is either diaglossic (double-voiced) or polyglossic (multi-voiced). In its incorporation of elements such as laughter, irony, humour and parody the novel 8 becomes 'dialogized' and stylistically multidimensional. Important formative genres in this respect were the Socratic dialogues, whose central image (unlike the epic) was that of a 'speaking and conversing man', or Menippean satire, which was 'dialogic, full of parodies and travesties, multi-style, and does not fear elements of bilingualism' (Bakhtin, 1981, p. 26) . Bakhtin elaborates on these ideas in his 'Discourse in the Novel', where he refers to the dialogization of language 'as the basic distinguishing features of the stylistic of the novel' (Bakhtin, 1981, p. 263) . He views the novel's representation as a kind of social heteroglossia that gives writing its dialogic quality. 5 Elaborating on the Bakhtinian notion of the ideological space of texts, in her essay 'Word, Dialogue, Novel' Kristeva sets out to demonstrate the way in which texts (Kristeva, 1986, p. 37) . Thus for Kristeva and Bakhtin, dialogue is the only sphere possible for the life of language-it can only exist on this dialogical plane. According to Kristeva, dialogical structures '[appear] only in the light of a text elaborating itself as ambivalent in relation to another text' (Kristeva, 1980, p. 87) . Such 'dialogue and ambivalence' is embedded in the use of quotation, upon which Bakhtin dwells in his essay 'Discourse in the Novel':
The word in language is half someone else's. It becomes 'one's own' only when the speaker populates it with his own intention, his own accent, when he appropriates the word, adapting it to his own semantic and expressive intention [yet] not all words for just anyone submit equally easily to this appropriation, to this seizure and transformation into private property:
many words stubbornly resist, other remain alien, sound foreign in the mouth of the one who appropriated them … as if they put themselves in quotation marks against the will of the speaker. Language is not a natural medium that passes freely and easily into the private property of the speaker's intentions; it is populated-overpopulated-with the intentions of others. (Kristeva, 1980, pp. 293-4) Figure 4 for the first four bars in each case). The connection between the two works is made even more obvious at this point, not only due to the quotation's length (at 13 bars it is the most extensive single quote in the piece), but also because Auerbach chooses to use the most well-known section from Pergolesi's work, retaining all its lines, tempo and dynamics. In certain respects, then, the previous sections, which draw on fragments and snippets of Pergolesi, act as a kind of prelude to this moment.
[insert Figure 4 here] [insert Figure 6 here] Figure   6 ), as shown in Figure 7 . A rhythmic figure introduced at Z is also similar to the cadential figure heard at the end of Pergolesi's first movement, suggesting a further blurring between overt quotation and implicit reference. Auerbach's use of Pergolesi material is arguably at its most fecund here, and the interplay between the two becomes highly inventive.
[insert Figure 7 here] which that difference is overcome, the form in which the past lives on-but not as it was, not exactly. The same returns in order to live on-differently' (Kramer, 2002, p. 264 ). In Auerbach's Sogno, the same does indeed return to live on, but differently.
Further parallels can be drawn here between Kramer's use of the uncanny and Kristeva's concept of the 'abject'. Drawing on Jacques Lacan's theory of the mirror stage, when a child not only becomes distinctly aware of her or his sense of separation from the rest of the world when looking in a mirror but also of the world as a place consisting of representational objects, Kristeva's 'abject' suggests an interesting link between purely semiotic and symbolic language. According to Deborah Covino, '[l] ike the semiotic, then, the abject is also what is suppressed and repressed within and through symbolic language' (Covino, 2004, p. 21 examples from across the globe. Its application to musical 'texts' divorced from any obvious sense of social or cultural reality is less common, however. My application of this idea therefore relates to the function of specifically musical rather than social texts.
Lipsitz sees families of resemblance emerging from particular socio-cultural circumstances that are the direct consequence of modern industrialized society and its effects on 'dominant' and 'subordinated' groups (Lipsitz, 1987, p. 158) . My argument is that further parallels can be drawn by relating this idea to the 'hegemonic' and "ragged but beautiful", "never quite existing and never quite vanishing"' (Lipsitz, 1987, p. 159) .
A strange sense of unity through disunity-an uncanny resemblance-is communicated in Auerbach's Sogno di Stabat Mater. Families of resemblance are predicated on notions of 'bifocality or reciprocity of perspectives', the 'juxtaposition of multiple realities' and 'intertextuality [and] inter-referentiality' (Lipsitz, 1987, p. 162 ). Auerbach also draws on the stylistic resemblances that exist between her own musical language and that of an existing work from the eighteenth century to fashion a 'unity [out] of disunity' (Lipsitz, 1987, p. 160) . In very much the same way that
Chicano rock 'n' roll musicians from Los Angeles 'engage in an uneasy dialogue'
with American popular culture, 'cultivating their bifocality as a means of expressing and arbitrating their real social marginality' (Lipsitz, 1987, p. 168 Nyman's oeuvre may therefore be seen to function as a kind of family network not unlike Lipsitz's families of resemblance, due to the intertextual nature of these relationships. Nyman has also used the expression 'musical family tree' to describe relationships between his compositions (Nyman, 1988) . To focus on one 'branch' of this family tree, as shown in Figure (Derrida, 1976, p. 158) .
[Insert Figure 9 here]
The unity of Nyman's entire output is therefore tied to the concept of the work as a family of associations. Within this greater unity, Nyman admits and employs a number of external elements-'referential texts' as they might be termed. These 'referential' intertexts serve to, as it were, nourish and replenish the body of work.
Without wishing to push the analogy too far (and falling prey to a stereotypical notion of gender in the process), the family tree idea can be applied by imagine is to misinterpret', before going on to say that:
[every] reading of another work of art, whether it comes from a distant, unfamiliar culture or from one's own backyard, is a de facto misinterpretation. Appropriation is in fact the norm among societies. Since earliest recorded time one culture has intermingled its art with that of another, and that intermingling by its very nature must be subject to misapprehension, misappropriation, even misuse. Nevertheless, cross-fertilization more often than not is a willing, even enthusiastic act of mutual sharing. Like the strengthening of a species through genetic variety, a crossbreeding of artistic traditions, creatively engaged, can produce robust new genres. (Adams, 2011, p. 309) In analysing explicit examples of quotation, such as those found in the above analyses examplesabove, it is necessary to locate the intertext both within and outside its immediate context. In his study of European minimal music, Maarten Beirens has described these aspects as 'intra-and extra-musical' (Beirens, 2005, p. 414) . Intramusical refers to the quotation's function within a particular composition, whereby 'a "dialogue" emerges between the original material and the way it has been processed, modified, juxtaposed with other material and integrated into a formal structure' (Beirens, 2005, p. 415) . Extra-musical function indicates the nature of the quotation's relationship with the original source by means of identification, meaning and association (Beirens, 2005, pp. 414-15) . I would therefore argue, along with Beirens, that the nature of a text's interaction with its intertexts is crucial in gaining an understanding of a composer's musical language.
While the use of collage and juxtaposition sets up a conflict between the primary source and its new location, the examples cited in this article are integrated on the surface of the music and embedded in the composer's language while a sense of disunity or conflict may still lie hidden underneath. The use of such past styles connect with postmodern and (in Nyman's and Adams's case) postminimalist styles by drawing on associative patterns-the use of ostinati, chaconne bass, tonallyderived chord progressions, recognizable melodic shapes, variation forms, and so on-that often belongs to the music that quotes and is quoted. However, there is clearly some attempt to manipulate and treat the pre-existing material in some way.
This synthesis is certainly not designed to be as smooth and effortless as Procol
Harum's 'A Whiter Shade of Pale'. Thus the challenge for the contemporary composer who employs quotation in this integrated sense is, according to Beirens, 'to provide a new musical context for the "borrowed" material that takes at least some of these associations into account and/or uses it to articulate some musical or extramusical meaning' (Beirens, 2005, p. 403) , while the challenge for the musicologist is to identify the most relevant analytical methods and aesthetic contexts in which this music may be understood.
